"Mapping Meisner -How Stanislavski's System influenced Meisner's Process and why it matters to British Drama School training today." Philippa Strandberg-Long
Given his remarkable contribution to the development of acting technique in the USA and his undoubted influence on some of the world's most celebrated performers, directors and writers, it is somewhat surprising to discover that, until relatively recently, the work of Sanford Meisner remained virtually unheard of in Britain. 1 It is fair to say that within the European acting community Sanford Meisner's name has long been synonymous with one of his core exercises, the repetition exercise, often mistakenly perceived as the extent of the technique. Nevertheless Meisner's influence on twentieth century American actor training has been vast, and his teachings has over the last decade seen a surge in popularity in Europe as well; there are today very few UK drama training institutions that do not teach Meisner technique in some shape or form. The introduction of said technique to the UK has however resulted in the links between Stanislavski's practice and Meisner's work becoming slightly blurred, partly due to some practitioners' own versions of the process being confused with the full technique, and partly due to the lack of documentary evidence of the complete practice. This has led to Meisner, sometimes undeservedly, attracting criticism as someone who did not only reduce aspects of Stanislavski, but also as someone who betrayed him. 2 In this paper I seek to highlight the strong influence Knebel, are yet to be published in the English language. 12 The reason for its suppression was due to its holistic approach; it is said to encompass mind, body and spirit into its text analysis, and works by combining study of the dramatic dialogue interspersed with improvised études, focusing on action and reaction and using your fellow actors as the basis for your response.
One of the main differences between Method of Physical Actions and Active
Analysis is that the line of physical actions (and the sense of truth in those physical actions) depends wholly upon your stage partner. Taking all this into account, and by close inspection of Meisner's earlier work, it would be a safe assumption that he was also inspired by the communicational and interactive areas of Stanislavski's work, in particular communion:
The particular Stanislavski tool that Meisner picked up on and ran with was 'communion', with his technique channelling actors' energy into detailed observation of each other with the quality of dynamic listening.
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The earlier Stanislavski concept of communion was also an integral part of the creation of active analysis. Merlin refers to communion as irradiation or energy, which is exchanged between stage partners. She states that communion still allows The elusive 'second year'
Meisner created a down to earth two-year acting curriculum (…) before the actor could speak, he had to master the art of listening and behaving naturally.
In the second year of Meisner training, character/text analysis was introduced.
Sandy taught action/problem/given circumstances. true theatre artists will want to push their talents further. They'll know that they won't be able to bring the greatest roles ever written to life using the first year work alone. that suggests that the process is not fully compatible with Stanislavskian training and as long as the tutor makes a point in using similar terminology to that which the students come across in other lessons. In order to allow for Meisner's vision with regard to the "what is taught first" question this can be addressed by the shift in emphasis to and from objectives and given circumstances as required through the layering of the exercises.
Taking into account the reasoning behind Meisner's first year curriculum, as compared to the second year, it can be argued that instead of adding Meisner technique at a later stage in the training, the introduction of it in the first year would benefit the students in finding a balance in the crossover from embodied instinctual practice to analytical engagement, as they would be experienced alongside one another. In doing so, the training would not champion one aspect over the other but value both as essential components to the training of actors. 
